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Foreword

This time, we will hold “JULIAN STAIR AND SHOJI KAMODA: THE INEVITABILITY OF VESSELS”
at the Mashiko Museum of Ceramic Art.

Born in Bristol, England, Julian Stair (1955-) is one of the most celebrated contemporary British
ceramicists. He studied pottery at the Camberwell School of Art in 1974, and from 1978 at the Royal
College of Art (RCA).

Shoji Kamoda (1933-1983), who made a significant mark on the history of modern ceramics in
Japan, was born in Kishiwada City, Osaka. In 1952, he entered the Kyoto City University of Arts and
studied pottery. One thing these two potters have in common is that they continue to make “Vessels.
In this exhibition, we will explore the inevitabilities of the “Vessels” created by the two artists through
a total of 50 works, 25 by Julian Stair and 25 by Shoji Kamoda.

In closing, I would like to express my deepest gratitude to the owners who have agreed to exhibit
their precious works for this exhibition, to all those concerned who have cooperated with us, and to

Mr. Julian Stair.

January 2024

Mashiko Museum of Ceramic Art

Director: Hiroshi Hoshito
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Attic Red-Figure Skyphos
Greece, 460-450 BC, J. Paul Getty Museum
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Small still life

Etching with pencil, oil wash and ink on paper
Ben Nicholson, 1966

©Ben Nicholson. All rights reserved, DACS & JASPAR
2023 X0188

©Angela Verren Taunt. All rights reserved, DACS/Artimage.
Image: ©National Galleries of Scotland
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Sgraffito Cup & Saucer

Lucie Rie, c. 1950

Estate of the artist
maak contemporary ceramics
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Pot with Face on the Rim

Final Jomon period, ¢.1000-400 BC, Japan,
Earthenware, Object number: 1119, Sainsbury
Centre, UEA, UK. Photo: James Dunne
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Onkochishin Reader Centre for Asian Theatre and Dance Department of Drama,
Theatre and Dance Royal Holloway University of London

Dr. Ashley Thorpe

The pots of Julian Stair are at once contemporary and historical, distinctly British and
remarkably international. They are a product of both intellectual rigour and aesthetic
refinement. Although they emerge from the British tradition of studio pottery initiated by
Bernard Leach (1887-1979), and further advanced by the modernism of Lucie Rie (1902-1995)
and Hans Coper (1920-1981), they are most influenced by examples of ancient pottery from
around the world. Such influence does not result in simplistic imitation, however; Stair is more
interested in the deep-rooted meanings of pots as evidenced in different civilisations throughout
history.

Take, for instance, this Attic Red-Figure Skyphos (a pot used for the consumption of alcohol)
from Ancient Greece, which dates from 460-450 BC.

It is adorned with the motif of other pots: a cooking pot, a wine jar, and a jug are placed in
an interior. The design transforms the skyphos into a kind of self-referential meta-pot where
form is also subject. The depiction of a woman drinking from a similar bowl to the bowl itself
(a subversive act in a domestic setting where the consumption of alcohol was a male social
activity) suggests that the ripest appreciation of this pot comes at the moment of its use. As
such, it conveys the significance of pots as multi-sensory objects: they are concerned with sight,
sound, taste, touch, and smell. Such analysis has revealed to Stair the concept of the meta-pot,
which has been used extensively across his career. For him, a pot has much to say for itself as
both form and subject.

Yet, for all his interest in ancient pottery, Stair’s pots are also very contemporary and rather
British. They resonate with twentieth-century British abstract painters such as Ben Nicholson
(1894-1982), whose exploration of the architecture of jugs, mugs, and goblets was a central

motif.

It is noteworthy that Nicholson exhibited alongside the British artist potter William Staite
Murray (1881-1962) at the Beaux Arts gallery in London in 1927, the latter refuting Bernard
Leach’s directive that utilitarianism had to be the primary concern of pottery. Possibly
influenced by Staite Murray’s own love of Chinese porcelain, Nicholson expressed admiration

for what he perceived to be an enduring sense of aesthetic reality in decorated Chinese vases:

In writing Herbert recently a letter which I did not in the end post, I found myself putting
out an idea that what I am interested in in painting is in realizing an experience and not at
all in making a painting. It's something to do with creating an enduring reality based on an
experience of living which is by no means purely visual but is a rhythm arrived at by means
of all the senses. In my work I don't want to achieve a dramatic arresting experience exciting
as that can be, but something more enduring - the kind of thing one finds say in the finest

Chinese vases or in the Cézanne apple paintings.'

Paralleling the analysis of the Attic Red-Figure Skyphos above, Nicholson also found in Chinese
porcelain a transcendent multi-sensory aesthetic experience. Like Nicholson, the idea of pottery
as an enduring reality and experience of living is of great importance to Stair.

Interestingly, Nicholson’s still life works, especially his etchings, resonate with the work
of Lucie Rie. There is no causal connection between the two in terms of art history, yet the
sgraffito lines on a Rie’s cup and saucer seem to echo Nicholson’s scoring, his etchings made by
drawing into steel plates with a sharp implement. Indeed, both utilise lines to sculpt space in

an almost architectural manner, animating flattened planes into highly resonant and arresting



compositions. Stair has always been concerned with the sculptural possibilities of line, making
both Ben Nicholson and Lucie Rie instructive points of reference.
During her lifetime, Lucie Rie refused to be classified as either traditional or modern, as an

artist or as a craftsperson. She was simply a potter who made pots:

If one should ask me whether I believe to be a modern potter or a potter of tradition I would
answer, I don't know and I don't care. Art alive is always modern, no matter how old or
young. Art theories have no meaning for me, beauty has. This is all my philosophy. I do not
attempt to be original or different. Something to which describe I am not clever enough [sic],

moves me to do what I do.”

Rie remained consistent with the priorities of European modernism, where “purity of form and
technological innovation were, crucially, allied to function”’ Importantly, Stair emerged into the
profession of studio ceramics in the late 1970s, when heated debates about the categorisation of
studio ceramics as either ‘art’ or ‘craft’ was at its height in Britain. Yet, like Rie, Stair obstinately
refused to be pulled into any one category. The history of the pot as a tactile and functional
object, the sculptural possibility of pottery, the visual appeal of surface, and the arrangement of
form into a compositional tonality, have remained equally important to him. In this sense, he is,
like Rie, simply a potter who makes pots. Yet, if one eye has been focused on the wheel, the other
has been scanning debates about art and craft for the different ways in which his work might be
framed. His art history PhD thesis, which focused on the development of British studio pottery
criticism across the twentieth century, enabled him to contemplate the conceptualisation of
his work through different perspectives as informed by history. The ‘ceramics as art or craft
discipline’ debate in Britain has not been irrelevant to Stair; it is just that, by assiduously
investigating how ceramic form sculpts space, he acknowledges both.

For his degree show in 1977, Stair produced a series of works that manipulated perceptions
of containment - an approach that evokes the work of Ben Nicholson, where flattened planes
were created through the manipulation of lines that could also be simultaneously recognised
as three-dimensional forms, such as a cup or a goblet. In these early works, Stair successfully
deployed trompe I'ceil effects to evince volume and perspective. Freestanding Reliefs (1977) are
strong examples: the reliefs — as the name suggests — are flattened forms meticulously carved
and shaped into perspective to imply volume. In contrast, the Shadow Pots (1981) produced
just a few years later used marks on a three-dimensional form to foreshorten them, to produce
the sensation of a three-dimensional object becoming two-dimensional. Although they might
be regarded as rather literal in comparison to later investigations, they nevertheless allude
to questions that have remained central to Stair. How does form inhabit space and how can
sensations be manipulated? How can preconceptions around the categorisation of ceramics be
challenged and augmented? How does user interaction facilitate the creation of meaning?

Subsequent work further interrogated how interactions between form and surface could
affect perception. Small Jar, Waisted Jar, and Bowl (1984) utilise marks that, by interaction
with the three-dimensional form of the work itself, create an illusion of movement. The Bowl,
for example, appears to spin at rapid speed. In compositional terms, the vertical marks break
the rhythm of the horizontal marks, yet they intensify the feeling of momentum because they
suggest directions of travel. These concave vertical marks are repeated to the interior, making
the bowl appear to rotate clockwise. The Waisted Jar spins like a Western-style cotton spool,
the white horizontal band in the middle squeezing the waist inwards. The waiving lines of the
Small Jar afford a sense of emergence and growth, which amplify the opening and closing of the
form itself. In these works, form and surface have been placed in careful dialogue to manipulate
sensations of space via quasi-optical effects.

By the late 1980s, Stair began to feel that he had pushed line as far as it could go, whilst
forms were becoming too complex. Following a trip to the USA in 1988 (which included some

experiments in woodfired stoneware), he returned to explore how domestic forms could be
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perceived as sculptural statements through a more minimal aesthetic. In earlier transitional
work, this entailed using marks to draw attention to form. Redolent of sgraffito by Lucie Rie,
concentric circles were applied to saucers to amplify shape through repetition (an approach also
utilised by the British abstract painter Bridget Riley, b. 1931). A line drawn around the rim of a
cup highlights how the rim itself actively sculpts space. The extrusion of handles on teapots and
the faceting of jugs enabled light to activate sensations of the form as still life sculpture. Thus,
the shadows on the Shadow Pots could be highlighted through form alone, without the need for
additional marks.

This understanding led to a stronger sense of the power of form. Two Cups on a Ground
(2001) draws attention to cups as intrinsically sculptural objects; that cups need to contain
space effectively and aesthetically before they can contain anything else. Stair also began
to explore tone, achieved by the use of different materials, as part of the same composition.
The glazed white porcelain cup reflects light differently to the black unglazed stoneware cup;
the white is more reflective, and shadows are less apparent, yet despite the black being more
absorbent of light, shadows heighten our sense of the form. Akin to the plinth for sculpture,
grounds ‘contain’ objects by giving them a resting place. Like a humble ancient Greek pot now
placed in a museum, the introduction of a ground elevates the significance of the cup. Quasi-
ceremonial, as though they belong in some kind of tea ceremony, these works draw attention
to the significance of daily activities, specifically the celebration of food and drink as something
essential to all humanity. Like the Attic Red-Figure Skyphos, Stair's work connects all the senses.

A particularly significant form to develop from the work on grounds was the caddie. The
caddie is perhaps most associated with tea leaves, yet the elevation of a caddie on a ground
once again afforded it a special status, as if it were a ritual object. This inevitably provokes
analysis of its broader symbolism in rituals for containment, as a holder for the remnants of life,
and as a metaphor for the human body. Indeed, in different times, places and cultures, there
have existed sarcophagi, tombs, coffins, and urns, all of which contain and commemorate the
dead, and prevent contamination with the living. Stair's anthropological understanding of this
significance led to Quietus (2012-2014), an exhibition shown at MIMA Middlesborough, the

National Museum Cardiff, Winchester Cathedral, and Somerset House in London.

Quietus consisted of numerous works, including Columbarium - an installation of 130 cinerary
jars developed from the caddie form - as well as sarcophagi, and large jars thrown to resemble
the contours of the human body. One cinerary jar was especially symbolic of death: it was partly
made from, and made to contain, the ashes of Stair’s Uncle-in-Law, Lesley Cox. The exhibition
of these works in different locations - art galleries and cathedrals - signalled how Stair used
ceramic practices to reunite artistry and religion, an aspect readily apparent in the tomb
monuments that provided a visual counterpoint to Stair's works when they were exhibited in
Winchester Cathedral.

Quietus also included a number of Monumental Jars that, constructed in sections to rise to
the height of a person, inferred relationships between the human body and the pot: both are
containers of liquid and mass, exhibit the contradictory qualities of fragility and resilience, and
are constituted by ‘skins’ which divide interior space from the exterior world. These works led
Stair to further investigate questions of monument and the status of the pot. In Equivalence
(2018), held at the Corvi-Mora gallery in London, monumental cups, mugs, and jugs were placed
in the centre of a white gallery space, whilst smaller works on wall-mounted grounds were hung

around the gallery walls.

The architecture of the white space meant that the works became meta-pots in dialogue with
themselves. Perceptions of form were foregrounded. If the proportions of a mug are scaled up
and placed in a white gallery space, is the work fine art sculpture or pottery? Visitors were
invited to question the delineations between art and craft based upon form, context, and scale.

Stair seemed to propose that the containment of space exists in both fine art sculpture and



craft, enabling ceramics to hover between the two. Interestingly, the same conceptual questions
surfaced in works from Stair’s degree show in 1977.

To be equivalent does not mean to be the same, however. Stair has consistently sought to
shift perceptions about ceramics: its form, status, and meanings. Indeed, in 2023, he exhibited
an important series of works responding to the global Covid-19 pandemic. The exhibition Ar,
Death and the Afterlife, held at the Sainsbury Centre for Visual Art, displayed funerary jars that
Stair had especially made for individuals who had died because of the virus, and whose ashes

had been incorporated into the clay body that now housed their remains.

Other pots had been scaled from the human body: arms, legs, and even entire profiles were used
as the proportions from which individual pieces and group compositions were constructed.
These were technically accomplished and very contemporary works. Yet, when exhibited
alongside ancient ritual objects from the Sainsbury Centre’s own ethnographic collection, these
pots highlighted how Stair, in uniting pottery with the form of the human body, was continuing

a tradition spanning thousands of years."

As the Japanese idiom “onkochishin” makes clear, reviewing the past allows us to perceive the
new.

Stair's work relates to movements in fine art and sculpture, especially modernism, but also
to the history of pottery as an essential facet of civilisation - the pot as a totemic marker of
humanity. He has successfully exploited the ambivalence of categorising ceramics: that cups
can be a subject of the loftiest kind of fine art, yet resolutely attached to the earthy realities
of death; aesthetically contemplated as sculpture yet used unpretentiously in the everyday
business of life. If there is a developmental thread across his fifty-year career, it is the assertion
that pottery, despite its interdisciplinarity, should be treated on its own terms according to its
own parameters and referents. His work is more than the aesthetic pleasure of fine art; yet it
is also more than the essential utilitarianism of craft practice. For Stair, ceramic practices are
themselves powerful modes of expression. His work is a reminder that clay services our most

basic needs and our grandest aesthetic ambitions.

Notes

1 Ben Nicholson, ‘Extract from letter to Lilian Somerville, March 25/26 1954, in Maurice de Sausmarez, Ben Nicholson: A
Studio International special (London: Studio International, 1969), 57.

[\

Lucie Rie, quoted in Cyril Frankel, Modern Pots: Hans Coper, Lucie Rie & their Contemporaries (London: Thames & Hudson,
2000), 67.

3 Peter Aspden, Rules of Abstraction, FT' Magazine, 18-19, March 2006, 34.
4 These included a Jomon Pot, Japan, 1000-400 BCE and a Pagoda Reliquary containing a printed prayer, Japan, 764-770.
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+ This is the catalogue of the special exhibition “JULIAN STAIR AND SHOJI
KAMODA: THE INEVITABILITY OF VESSELS” to be held at Mashiko Museum
of Ceramic Art from 20th January to 7th April 2024.
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Julian Stair
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1 72 oDF(TIHEH  Two Parallelograms
1976 h16.0 w40.0 d6.5

2 AU —DIFH Neckar Cube
1977 h185w27.5d11.0



Y2 ) T v+A7 T — Julian Stair ® 15

3 WEHIES NIRRT DE—F— Pairof Carved Beakers
1979 % (Left) :h11.7w5.0 45 (Right) : h7.4 w6.0

4 Y% FYARY )V Shadow Bowl
1981 h13.0wl5.0



5 &l Jar 1
1983 h18.0wl18.0

6 &2 JarQl
1984 h17.5wl1l0




Y2 ) T v+AF7 7 — Julian Stair ® 17

7  EE3 Jarll
1985 h19.0wl15.0

8 fk1 Bowl I
1986 h7.5wl4.0
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9

K& LargeJar
1987 h30.0 w25.0



Y2 ) T v+A7 7 — Julian Stair ® 19

10 F74—=®Rvy 1
Teapot [
1988 h21.0 w16.0d11.0

12 HET 4 —HRy b
Faceted Teapot
1997 h20.0 w21.0d15.0




20 ®

11

By 7Y RY—=%—_ Y% F Cupsand Saucers and Jug
1995 % v 77 (Cup Left) :h8.7w16.0 % v 7’4 (Cup Right) :h8.0w16.0 ¥+~ (Jug) :h12.3 w104 d7.4

13 FIXAD Y7 FY—3+— Demitasse
1997 h9.0 wls.5



Y 2 Y 7 v+ AT 7 — Julian Stair ® 21

14 K$k Large Bowl
1998 h9.0 w38.0
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15

v — 2 — Beaker
1998 h16.0 w10.0

16 i Bottle
1998 h18.0 w10.0



Y2 ) T v+A7 7 — Julian Stair ® 23

17 ZfA% % 7 4 — Triangular Caddy
1999 h10.0 w20.0 d20.0

18 S Oval Dish
1999 h5.0 w29.0 d27.0
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19 BEIZE»NTz2D0D % v 7 Two Cups on a Ground
2001 h10.0 w18.0d9.0

21 HEO— A DAL  Quotidian place setting
2014 h11.0w31.0



Y2 ) T v+A7 T — Julian Stair ® 25

BEEIZE»NTI5DODT 4 —Ry L ¥ ¥ T4 Five Teapots and Caddies on a Ground
2013 h25.0 w92.0 d9.0
157 HIZEEMHTE  Mashiko Museum of Ceramic Art

22 RBEEIZEI»NTZ5DODL v 7 Five Cups on a Ground
2019 h20.0 w48.0d10.0
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23 IEHEDEE: Square Cinerary Jar
2020 h19.0 wl6.0d16.0



Y2 ) T v+A7 7 — Julian Stair @ 27

24 T HMEMDEEE Double Elliptical Cinerary Jar
2020 h17.7 w19.0 d18.0
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25 E{AZIEE  Somatic Jar
2023 h46.0 w15.0



Shoji Kamoda
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1

T EUAEHL  Faceted vase

1958 h18.6 wi2.4d12.6
W FHEEEMAE  Mashiko Museum of Ceramic Art

2 THHUEI Faceted vase

1958 h19.4wi2.2d12.2
W FHEFEEMAE  Mashiko Museum of Ceramic Art



JN=FH — — Shoji Kamoda ® 31

3 JKHmEE  Bowl ash glaze
¢.1960 h10.9 w22.6
T HIFEEMRE  Mashiko Museum of Ceramic Art

Al Square plate
1961 h8.0 w43.0 d43.5
T HIZESEMIRE Mashiko Museum of Ceramic Art




JKHIML  Plate, ash glaze
c.1965 h5.0w27.5
& FHEEMAE  Mashiko Museum of Ceramic Art

$fhdAk  Bowl, iron glaze

¢.1965 h7.0 w26.0
I FPIIEEMTAE  Mashiko Museum of Ceramic Art
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v o e e
byl e
M

W i

R s
w1 Y

4 1-'F'. :‘.F' !

=

7 JKHiJREE Flatjar, ash glaze 8 JKHHAEIH Vase, ash glaze
¢.1966 h21.4wl11.4d10.4
AT B == AT RE

Mashiko Museum of Ceramic Art

¢.1965 h34.5w20.0 d15.0
WM UEa v 7 v a )
Mashiko Museum of Ceramic Art (Kotaki Collection)




JKHFR  Sake cup (Sakazuki), ash glaze 9-1 JKFhfEF] Sake bottle (Tokkuri), ash glaze
¢.1965 h4.6 w7.0 ¢.1965 h16.3w10.2
T FPIEEMAE  Mashiko Museum of Ceramic Art

10 JKHE$k (JA45)  Bowls (Mukozuke), ash glaze
1967 h7.0wl184
T FFFEFEMAE  Mashiko Museum of Ceramic Art
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11 &% Jar
1967 h31.0 w20.5
A TP == AT RE
Mashiko Museum of Ceramic Art

12 && Jar
¢.1967 h17.0wl8.0
A TP == AT
Mashiko Museum of Ceramic Art
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14 %51E$K  Purple faceted bowl
1968 h12.0 w23.0 d21.0



JNsFHE#FE = — Shoji Kamoda ® 37

13 GRPEfEL  Square bowl, silver glaze
1968 h15.0 w28.1 d28.5
& FHIFEEMAE  Mashiko Museum of Ceramic Art

15 s
Faceted bottle, stoneware
1969 h21.8 w19.0d11.8
A TP == TR
Mashiko Museum of Ceramic Art
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16 MR CAEH  Vase with curving incised pattern
1970 h21.5w19.5
& FHEFEEMTAE  Mashiko Museum of Ceramic Art



JNsFHE#FE = — Shoji Kamoda ® 39

17 HHERSCEE  Jar with curving incised pattern
1970 h20.5 w26.0
W TFPELEAMRE VM2 v 2 ¥ 3 >)  Mashiko Museum of Ceramic Art (Kotaki Collection)




18 EPEIESCEE  Colored jar with wave pattern
1971 h9.0 w22.0
& FPIEEMAE  Mashiko Museum of Ceramic Art




JN=FH — — Shoji Kamoda ® 41

19 EEJEEPY Colored jar
1971 h21.0 wl4.0d15.0
W FHIESEMIAE Mashiko Museum of Ceramic Art
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20 FZEAE  Colored tea bowl
1975 h10.0 wl15.0
W TFFIZEEMAEFFEE  Deposit : Mashiko Museum of Ceramic Art

21 & Jar
1975 hl18.5w16.9
A TP == AT RE
Mashiko Museum of Ceramic Art
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22 & Jar 23 & Jar
1977 h36.0 wl18.0 d16.0 1977 h30.5w19.0d13.8
W FHEEME OME2 V2 v 3 v) W FHEEMME OMEa v 7 v 3 v)

Mashiko Museum of Ceramic Art (Kotaki Collection) Mashiko Museum of Ceramic Art (Kotaki Collection)
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24 E& Jar
1979 h28.5w22.0d16.6
A TP == AT RE
Mashiko Museum of Ceramic Art

25 FE Jar
1979 h25.2 w23.8
A TP == AT RE
Mashiko Museum of Ceramic Art
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The year of 1971 Satoshi Yokobori

Deputy Director of Mashiko Museum of Ceramic Art

In April 1971, the following words were put up at the site of the Shoji Kamoda exhibition held at the gallery “Hand” of
Tokyo Transportation Hall.

“Ilove pottery, but my work is completely off the main path of pottery.
My job is not to make pots, I'm using pottery as a medium. My work is shaped like pots on the outside, but inside is

something else. This is the direction of my work and also my view of pottery as an individual artist.”

The works presented at this exhibition were painted in flesh-colored slip with undulating patterns in green, white and red.
The most notable of these are the title of the works. The titles of Japanese ceramics are usually expressed in the following
order: glaze, pattern, shape, or color, pattern, shape. In the exhibition in the spring of 1971, there was a work named
“Colored jar with wave pattern” (cat. no. K-18), which was named “color, pattern, shape,” while another work named
“Colored jar” (cat. no. K-19) were exhibited. The titles of the works exhibited at this exhibition were a mixture of those
that are mainly “shape” and those that are mainly “colored ceramics.” Even though the ceramics are basically the same,
this shows that Kamoda’s mind had moved away from “vessels” and was about to move to the colored ceramics itself. This
suggests that Kamodas works are more than just “vessels” By changing the word “vessels” to “a shape that has an inside
and an outside;” it can be regarded as an abstract shape. Furthermore, when the purpose is removed from “vessels, it
becomes more abstract.

At the Shoji Kamoda Exhibition, which has been held several times here, at Mashiko Museum of Ceramic Art, many
critics have made various comments on the shapes and patterns of Kamodas works. In a sense, it can be said that they
have been exhausted. However, there has been little discussion on why Kamoda does not leave the shape of the vessels.
According to Kamoda’s own words, “It is my character not to make objects.".

In this exhibition, “Julian Stair and Shoji Kamoda: The Inevitability of Vessels” we consider the relationship between the

two artists and the shape of the vessels.

Process to the Vessel

The small earthen figurines that began to be made in Japan about 13,000 years ago were solid lumps, but 6,000 years later,
at the beginning of the latter half of the Jomon period, cylindrical earthen figurines and masked earthen figurines, which
were hollow inside, appeared. Naturally, they were made hollow in the era of large haniwa. The cylindrical haniwa is a
similar example. It is thought that since ancient times 10,000 years ago, the Japanese have known the characteristics of
the clay through a conversation with the clay by firing, and when they took the clay in their hands, they spontaneously
made a “vessel” As is well known, it is said that Eisai, a monk who went to China to study the Rinzai sect, brought back
Tencha’ to Japan. Before long, the custom of tea drinking became the tea ceremony, and the Japanese recognized the
absolute value of beauty in the pottery used in the tea ceremony, and tea pottery came to have an aesthetic value. In
other words, pottery came to be recognized as an art by the matcha culture. On the other hand, in the West, there seems
to be an implicit understanding that it is the craftsmen who make things that are useful. In this sense, Japan is a country

that has placed the greatest importance on pottery culture in the world and is a major country in pottery making,

Necessity of the clay
In the case of Kamoda, wheel was replaced by hand building. This seems to go against the history of pottery, which shifted

from hand building to wheel. This means that Kamoda gained the freedom to make any shape, away from the cylindrical
shape that came out of wheel. Nevertheless, he did not try to break away from the shape of a vessel. What was the
necessity? The shape of a vessel, or a shape that has an inside and an outside, is the shape that is least likely to collapse
when the clay is firing. The shape of a vessel that logically releases heat from the inside of the body is the most suitable

shape for firing. This is one of the necessities of a vessel when firing clay. In a conversation with Kimiyuki Hasegawa, a



critic of fine arts, Kamoda said, “Hand building is interesting. The space inside is surely created.”® This means there was

an inside and outside in Kamoda’s consciousness.

To the conclusion

There may be some people who say that pottery is free to be made, whether or not it is made from clay. It is certainly the
freedom of the artist. It is not something that can be said by others. Nowadays, various mixtures of clay and various firing
methods are used to make pure pottery art. I don't mean to deny it. However, many people unconsciously try to make a
vessel with clay in their hands. Or, they do. By once considering the reason and necessity, we can glimpse the depth of

pottery.

Notes
1 “Honoho Geijutsu” (Flame Art), Vol. 17, ABE PUBLISHING LTD., 1987, p. 29, from a conversation with Kimiyuki Hasegawa
2 Powdered tea leaves made with a chasen (tea whisk).

3 “Honoho Geijutsu” (Flame Art), Vol. 17, ABE PUBLISHING LTD., 1987, p. 30, from a conversation with Kimiyuki Hasegawa
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Modern Japanese ceramics seen from a broader perspective

Utako Iso

Curator of Mashiko Museum of Ceramic Art

In Japan, a powerhouse of ceramic, the earliest known
earthenware dates back to approximately 16,000 to 15,000 years
ago. In the fifth century, a completely new pottery technique
was brought to Japan from the Korean Peninsula. Sue pottery
was formed on wheels and fired at a high temperature of over
1,100 °C in an underground or semi-underground climbing kiln
called Anagama. It is hardened by reduction firing. Some are
naturally glazed from the ashes of wood, but they are basically
unglazed. It was not until the late seventh century that pottery
with artificial glaze began to be made in Japan.

After that, production flourished in the Six Ancient Kilns
(Tokoname and Seto ware in Aichi, Echizen ware in Fukui,
Shigaraki ware in Shiga, Tamba ware in Hyogo, and Bizen
ware in Okayama), and they have become a ceramic area that
continues to this day.

In the Azuchi-Momoyama period, the culture of chanoyu (tea
ceremony), which was brought from China, started to bloom.
With Sen no Rikyu's creativity, Chojiro produced two types of
Raku tea bowls, one red and one black, and became the founder
of Raku ware. It is thought that the flourishing of tea ceremony
ware made ceramics valuable as an art object in Japan.

Japanese ceramic underwent a variety of changes during the
Meiji period, the Showa period, and modernization. An increasing
number of people, such as Kozan Miyagawa and Hazan Itaya,
created ceramics not as makers or craftsmen but as artists.

Passing down the tradition

Kakiemon and Imaemon are two examples of passing down
the tradition. The first Kakiemon Sakaida established a unique
style called Kakiemon Style, but the technique was once lost.
However, the twelfth and thirteenth generations set a goal
to revive the Nigoshide, a milky white porcelain body and
successfully reproduced it. Imaemon Imaizumi, who worked
as an official painter for the Nabeshima domain in Arita, also
worked on the revival of Iro-Nabeshima, a porcelain with
multi-colored overglazed enamel in the Edo period for three
generations, the tenth, eleventh, and twelfth generations, and
realized the technique that had once been lost. In addition, the
thirteenth and present the fourteenth has a sophisticated style
while keeping the tradition in mind, with an excellent design.

Innovation in the tradition

The Mingei Movement was initiated by Soetsu Yanagi. He
found beauty in ceramics and other everyday utensils made
by unknown craftsmen. Even today, people's interest in Mingei
(folk art) continues to grow. Shoji Hamada, and Kanjiro Kawai,
along with Yanagi, were involved in the Mingei Movement.
Kenkichi Tomimoto, who studied design at the Tokyo School of
Fine Arts, came up with his own designs, such as a four petaled
flower pattern and a ferns pattern. He taught at the Kyoto City
University of Fine Arts, and widely publicized his techniques
and the composition of glazes, which influenced many would-
be ceramic artists. Shoji Hamada discovered the beauty in
Mashikos everyday pottery and brought it to the world. In 1918,
before the Mingei Movement, he visited Tsuboya pottery district,

Okinawa where he said he was drawn to the purity of life and
work. Among them, “Aka-E(red paint)” is a technique that was
inspired by the colors of Ryukyuan Ko-Aka-E (old red paint)
and Bingata, a traditional stenciled resist dyeing technique
originating in Okinawa.' Kanjiro Kawai began his work by
imitating old Chinese ceramic, and transformed it into a work
that gives a sense of the “beauty of daily use” of folk art, and a
style that exudes a strong sense of life.

Toyozo Arakawa found pieces of Shino-ware made in the
Momoyama-period in Ogaya, Mino. He built Anagama (Anagama
Kiln) there and made efforts to reproduce Shino-ware, Seto-kuro,
and Ki-seto. Tokuro Kato, who also devoted himself to the study
and reproduction of Momoyama-ware, worked on Ki-seto, Seto-
kuro, and Oribe-ware. Mineo Okabe succeeded in re-creating
Chinese ceramics called “Yohen Beishokuji (celadon)” while
working on various ceramics such as Kohiki glaze, Shino glaze,
and Karatsu ware. He also created his own glaze called “Mineo
celadon.”

In July 1948, the Sodeisha group was founded in Kyoto City by
five artists, mainly Kazuo Yagi. While the group’s members came
and went over the years, Sodeisha remained at the forefront
of Japanese ceramics for a total of 50 years. It was with the
Sodeisha that avant-garde pottery, so-called “Objet-yaki, became
widespread.

Born in a Hagi ware pottery, his uncle, the tenth Kyusetsu (later
Kyuwa) and his father, the eleventh Kyusetsu (later Jyusetsu)
were both holders of Important Intangible Cultural Property
of Hagi ware, and Ryukisho Miwa, who became the twelveth
Kyusetsu himself, not only built his own style in the long
tradition, but also created his own style.

New ceramics, free from the tradition

Through the process described above, a new type of ceramic
that is not bound by tradition was born. The three artists, Shoji
Kamoda, who is showcased in this exhibition, Togaku Mori
(Imbe, Okayama) and Tatsusuke Kuriki (Seto, Aichi), who were
originally from the ceramic town, regard pots with a mouth as
a “Vessel,” and based on the premise that it is a “Vessel,” they
further developed from there to create works that are in the
shape of a vessel but are not limited to the use of it. In 1967,
Kamoda and the sculptor Kakuzo Tatehata won the 10th Kotaro
Takamura Award in the category of Molding. This shows that
the world has recognized the idea that Kamoda’s vessel is not
intended to be used like his sculptural pieces, but rather as
an object of appreciation.” Throughout his creation, Kamoda
revealed a new technique every few years. Kamoda’s work are
still attracting many people, and ceramicists who are fascinated
by his works continue to take on new challenges.

Notes

1 Yoshiaki Yabe, “The Concise History of Japanese Ceramics, Enlarged New Color Edition”,
Bijutsu Shuppan-sha Co., Ltd., 2018, p. 151

2 Kazuko Todate, Gendai Togei Ron (Modern ceramic art theory) ABE PUBLISHING LTD.,
2023, p. 25

In addition, the following literature was referred to.

Kenji Kaneko, “Gendai Togei no Zokei Shikou (Formative thinking in contemporary
ceramics)”, ABE PUBLISHING LTD., 2001.

Kazuko Todate, “History of Modern and Contemporary Japanese Pottery”, 2016, ABE PUBLISHING LTD.
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Born in Bristol, England

Assistant to Scott Marshall, St Just, Cornwall

B.A. Ceramics, Camberwell School of Art, Ceramics

M.A. Ceramics, Royal College of Art, London, UK

Solo exhibition at Oxford Ceramics Gallery, England

Time for Tea, British Council 1997-1999, touring to Brazil, Peru, Bolivia, Mexico and Hong Kong
The New White, Victoria and Albert Museum, London

PhD, Critical Writing on British Studio Pottery 1910-1940, Royal College of Art, London
European Achievement Award, World Crafts Council

A day in the life of VANGUARD COURT, Mashiko Museum of Ceramic Art, Mashiko, Japan

Quietus, the vessel, death and the human body, MIMA, touring to National Museum of Wales,

Winchester Cathedral, Somerset House, London

Quotidian, Corvi-Mora gallery, London

Gold Medal, Bavarian State Prize, Exempla Fair, Munich, Germany
Equivalence, Corvi-Mora gallery, London

Appointed Officer of the Most Excellent Order of the British Empire (OBE)
Julian Stair: Art, Death and the Afterlife, Sainsbury Centre, Norwich
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* This biography was created with reference to the pictorial record of “Shoji Kamoda
Gravity and Flight” issued by the Committee for Promotion of Mashiko Culture
Town (March 2021).
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Born in Kishiwada City, Osaka

Graduated from Kyoto City University of Arts, Department of ceramics

Joined Hitachi, Ltd. with Akira Takeuchi and became an engineer at Omika Toen Corporation
Resigned from Omika Ceramic Toen

Became a temporary trainee at Hitachi, Ltd. and moved to Mashiko to become a research student at

Tsukamoto Inc
Became independent as a potter in Mashiko

The first solo exhibition, held at Nihombashi Takashimaya department store
(hereinafter ’67,°68,°70,°71,°73,°74,76, 77,79, 80)

Received the 10th Kotaro Takamura Award

‘An exhibition of three artists’ by Issei Ezaki, Shoji Kamoda and Togaku Mori, held at the Tokyo
Transportation Hall Gallery “Hand” (the following "70,’71)

Move to Tono, Iwate

Passed away in February
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Jar 1 Porcelain ‘Thrown, inlay and sgraffito
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Large Jar Terrasigilata ‘Thrown, painted oxides
10 74 =Ry bl 1988 h21.0 w16.0d11.0 Vs () 5 B
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19 2001 h10.0 w18.0 d9.0 Glazed Porcelain, Basalt, Red Th lab built
Two Cups on a Ground Stoneware rown, slab bui
- . = bV TIRKAE ey
BEEIE DRI i o P AT WIZRIH
20 529074 —RybEXrT g 2013 h25.0 w92.0 d9.0 S ) - ” Mashiko Museum
. K Etruria Marl, Glazed Porcelain, ‘Thrown, constructed of Ceramic Art
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Quotidian place setting Stoneware rown
FEMBGAR. RY) v v xv
BEIZE»NTZ5D Y A B %
22 FEICEDNT5 00D v T 2019 h20.0 w48.0 d10.0 NAFTHH 5 Y
Five Cups on a Ground Glazed Porcelain, polyurathane, ~ Thrown
Venetian Plaster
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Somatic Jar
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Faceted vase Mashiko Museum of Ceramic Art
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